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It is photography that has best shown how to 
reunite the umbrella with the sewing 
machine, the chance encounter that a great 
surrealist poet praised as the epitome of 
beauty... To be legitimate as art, photography 
must cultivate the notion of the photographer 
as an auteur , and that all the photographs 
taken by the same individual make up a 
corpus. 


On Photography. Susan Sontag 



INTRODUCTION 


On pictorial 

Many anecdotes are told about Rembrandt due to the skill 
he demonstrated in his realistic representations of nature: 
not for nothing was he considered one of the most popular 
portrait painters of the seventeenth century. 

One of those anecdotes relates that on one occasion a 
public official from a small Flemish town asked him to 
make a portrait of him, a commission that Rembrandt 
accepted. For several days, the Dutch painter worked on 
the portrait until he saw it finished. The official went to the 
workshop to look for his portrait and when he saw the final 



result he was displeased. In his opinion, the portrait was 
unrealistic, a quality much appreciated in Rembrandt's 
talent, and he asked the painter to do the necessary touch- 
ups to suit his taste. 

The artist, suspecting that the official wanted to 
negotiate a lower price, agreed to continue working on the 
portrait and asked the official to pick up the portrait a few 
days later. That way, Rembrandt thought, he would avoid 
wasting his work. 

Days later, on the agreed date, the official went to 
Rembrandt's studio, who was already waiting for him near 
the portrait. When the official walked his steps towards 
where the artist and the painting were, he turned his gaze 
to the floor. Something had caught his attention, a few 
meters from the entrance of the study. It was the gleam of a 
florin lying there in front of him on the rough wooden floor. 
In a sneaky way, the official leaned over to pick up the coin 
but what was his surprise: the coin was not real! Rembrandt 
had painted it! At that moment, the man realized how 
valuable the painter's talent was and he gladly took the 
painting home without even verifying the final result. 

How true is the anecdote? ... It is difficult to know. And it 
doesn't matter how that curious moment in Rembrandt's 
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history was born or its veracity. What is true is that many 
stories are told around painters, which are read with 
unusual interest. It doesn't matter how pertinent these 
stories are to the development of art or painting itself. They 
simply cause curiosity. 

The truth, too, is that these anecdotes commonly arise in 
the life of painters in a way that does not occur in other 
disciplines of the plastic arts. In fact, the very history of art 
has been built around painting, which has been welcomed 
into historiography as a kind of protagonist in cultural life; 
at least, in comparison with other disciplines of the plastic 
arts. 


Art criticism, as a study on the value expressed on works 
of art in the field of aesthetics and their relevance in the 
social and political context of the moment, has also 
assumed painting as the most important reference for the 
historical development of analysis of currents and styles. 

An example of the previous statement were the words of 
Clement Greenberg (reproduced by Arthur C. Danto) in the 
conference he gave to a small group of people, in the 
summer of 1992, in front of whom he stated that: 
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(...) perhaps never in history has art «moved so 
slowly». Nothing, he insisted, has happened in the 
last thirty years. For thirty years only pop existed. 
This was incredible to him and he was extremely 
pessimistic when asked by someone in the audience 
what he expected. He replied, I think with anguish: 
«Decline!» He still believed that painting would 
somehow save us and that art history could only 
advance through a revolution in pictorial invention. 
(Danto, 2007). 1 

The words of Greenberg make known, in a very evident 
way, the important role that has been assigned to painting 
within the set of artistic disciplines. Let us remember the 
predictions made by the prominent art critic and academic 
Arthur C. Danto, when he considers painting (and what is 
not painting) as a clear reference to delimit the boundaries 
of art history. 

The truth is that painting has been a key piece in the 
history of art, for many and varied reasons: the aesthetic 
tastes of the historical moment, public policies for artistic 
and cultural promotion, the powerful influence of 


1 Danto, Arthur C. (2014). After the End of Art. Contemporary Art and the Pale of 
History. Princeton Classics. Princeton University Press. ISBN: 9780691163895 
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collectors and museums, etc. This privilege has determined 
that the valuations of the attributes of other disciplines are 
relative to painting. At least from the Renaissance to the 
present twenty-first century. 


On the photographic 

Photography has not been the exception: in its beginnings 
it was valued as the by-product of a technology whose 
destiny was the reproducibility of representations of 
reality, this being the pretext to invalidate its auratic 
properties and differentiate it from original and unique 
painting according to the thesis of Walter Benjamin, who 
would affirm: 

(...) what withers from the work of art at the time of 
its technical reproducibility is its aura. It is a 
symptomatic process; its importance points beyond 
the realm of art. The technique of reproduction, can be 
formulated in general, separates what is produced 
from the sphere of tradition. (Benjamin, 2003). 2 


2 Benjamin, Walter (2003). La obra de arte en la epoca de su reproductibilidad tecnica. 
Editorial Itaca. Mexico, ISBN: 987-96-87943-48-3 
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This assessment began to change when photography 
ceased to be a faithful messenger of reality and began to be 
exercised with a clear poetic intention. And thanks to this 
circumstance, it began to be registered in the art category, 
giving rise to the pictorialism that began to predominate 
among artists who used the camera for artistic purposes 
since the end of the nineteenth century. 


On the pictorialist 

Pictorialism sparked an interdisciplinary dialogue between 
painting and photography, and from the late 1880s to the 
end of the First World War, that exchange produced 
progress in both fields. The advance was also the result of 
the search carried out in different historical moments by 
Eugene Atget, Walker Evans or Robert Frank, among 
others, who were more interested in the conceptual 
possibilities that could be solved through photographic 
language. 

The subsequent evolution of pictorialism is manifested 
at times by relegating the photographic language in favor 
of the postulates of painting, and at other times by 
legitimizing it as an artistic medium. 
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In one way or another, the pictorial movement seeks in 
photography the interpretative possibilities of reality, 
rather than a documentary record of it with an artifact; the 
pictorialist photographer endorses his practice with the use 
of devices that break with the nature of photography, 
modifying the lights, exaggerating the nuances and tonal 
values of the colors, adding or discarding objects, etc. 

The main thing is to show an imaginary and possible 
world by dissenting with the monotony of reality to twist it 
through complex creative processes. 


On Amanda 

Contemporary pictorialism. Amanda Bouchenoire and her poetic 
visions is an essay that addresses how her photographic 
work clearly illustrates the delimitation between her 
creations and utilitarian photography in order to benefit 
pictorial attributes. 

Amanda has dabbled in the practice of photography for 
almost two decades, and has inherited from pictorialism 
the impetus for interpretive photographic creation that, in 
its freest aspect, renounces the mere reproduction of reality. 
She does this by dematerializing the object and 
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transforming her vision into something so abstract that it 
simply becomes a formal element. 

In structuralist terms, Amanda performs maneuvers on 
the meaning assigned to the objects in her images without 
resorting to pigmentary methods in the development 
process: nature itself provides her with the possibility of 
expanding meanings that were previously subjected to the 
automatism of the camera, making match their practice in 
a poetic root that makes their artistic creations resonate. 
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(...) images are imaginary products. 
These are not its only meanings, nor the 
ones that interest us here. It should be 
noted, then, that we designate with the 
word image any verbal form, phrase or 
set of phrases that the poet says and that 
together make up a poem. 


El arco y la lira. Octavio Paz. 



PICTORIALISM AS POETRY 


The camera as a poetic tool 

An idea can change the course of history. It does so by 
creating a new perspective that provokes a different look at 
reality. This new look can even be the origin of a new 
history whose heirs are beneficiaries of the new perspective 
and, at the same time, precursors of the following changes 
in the evolution of culture. 

The camera obscura and the pinhole projection were 
some of the first inventions that cemented the later 
appearance of the daguerreotype, a fact from which 
photography benefited, also a precursor of what late in the 
nineteenth century was to be called pictorialism. 

With origins dating back to 1839, according to historical 
convention, photography as a product of the 
daguerreotype had an extremely rapid development and 
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its advances were only limited by the skills of the 
photographer. 

Photography has also used the perspective of painting 
that addresses reality to represent it in a two-dimensional 
support, a formal characteristic that brings them together 
and makes them coincide in aspects such as the handling of 
light, color, fidelity in their representations, etc. 

Such coincidences have always been the cause of 
discrepancies between painters and photographers -valid 
in many cases- mainly due to the capacity for manipulation 
(technical and syntactic) in the field of photography. 

Currently, a kind of ideology of the visual has been 
normalized, in which painting and photography 
participate as technical variants; it is an ideology that 
homogenous the syntactic aspects and not the essences of 
each field. 

Mimesis was another aspect that caused controversy, 
although for both disciplines, it ceased to be so once both 
moved towards a creative commitment that would make it 
possible to return to reality to subject it, even arbitrarily, if 
you will. 
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This commitment to creativity cannot be anything other 
than poetic, as well as its results. The autonomy of each 
field and their respective languages will always continue to 
coincide in their desire to generate new ways of observing 
reality to represent it. 

If photography is currently a means of artistic reflection, 
then the photographer is an interpreter of reality and the 
quality of his interpretation, coupled with his technical 
ability, is what distinguishes his work in the contemporary 
art system. 

Amanda Bouchenoire offers us with her images the 
possibility of understanding the world in a different way, 
with the resulting production of knowledge, primarily 
aesthetic. With this intention, she makes her own 
interpretation of reality, with the intellectual resources and 
aesthetic languages that distinguish it and with which she 
has contributed to the development of the field of 
photography. 

The author concentrates her gaze on the hidden beauty 
of the surfaces deteriorated by time: where other eyes 
would only find an arid industrial landscape, she captures 
the very essence of color, and the complex and rich 
structure of the planes, revealing a new aesthetic concept. 
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The common thread that unites her work with 
pictorialism is the commitment with which she assumes 
creation from an extra-photographic and extra-pictorial 
perspective, enriching each of the fields with its best 
technical and aesthetic attributes, and the production of 
poetic images that provoke us emotionally and stimulate 
our capacity for reflection. 

Her images have the clear intention of inciting the 
imagination that resolves the opposition between nature 
and culture, and they are therefore undoubtedly poetic. 

They are also poetic, because they induce us to discover 
the image of the world and its metaphorical virtues, and to 
enjoy the emotional fragments of its artistic representations 
to unify them with reasoned meanings. 
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"It dissolves the day. 
It shows us images detached from 

appearance. 

It takes away the possibility of distracting 

ourselves. 
It is hard like stone. 
Shapeless stone. 
Stone of movement and vision. 
And its shine is like that of all armor, all 
masks of it are forgeries. 

That which the hand has taken disdains to 
take the form of the hand. 
That which was understood no longer 

exists. 

The bird is confused with the breeze. 
The sky with its truth, 
Man with his reality." 


The mirror of a moment. 

Paul Eluard. 




SS Metal 2 

From the Strange Surfaces/Metal series 
2000 

Tahiti, French Polynesia 








THE STRANGE SURFACES 
BY AMANDA BOUCHE NOIRE 


Creative nomadism 

Amanda Bouchenoire is a wandering artist. She delights 
walking roads knowing that at every moment she will find 
something that catches her attention to capture with her 
camera. 

Her vast experience in the field of documentary 
photography has made her acquire the habit of recording, 
firstly, for reproduction in memory. However, her 
sensitivity prompts her to go beyond the mere register of 
her visual experience to benefit her own imagery and 
enrich it with a wide range of meanings. 
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Her track record is commendable; she has to her credit 
fifteen individual exhibitions of her work that have been 
exhibited in museums and galleries in Germany, France 
and Mexico. She is originally from Montpellier, France, and 
lived her early years in the snowy mountains of El Jura, 
surrounded by natural exuberance: 

Amanda relates that since childhood, to attend school 
she had to travel by cable car (alone, in a small cabin), 
and she remembers perfectly the route to go up and 
down the mountain, the pines and the shapes of their 
branches, and the Pedestrian reliefs that characterize 
the snow-covered landscape that he traveled through 
on a daily basis and that made him intuit what was 
the source of inspiration for works of art by the 
masters of painting that he would later meet in her 
visits to European museums. (Leibovici, 2020). 3 


The observation capacity generated in Amanda, due to 
her environment, was the immediate result of a cultural 
background that has accompanied her on her constant trips 
to various continents: she worked as a press photographer 


3 E. B. Leibovici (2020). Mirroring reality. Amanda Bouchenoire. Photographic work. 
Publications Editoriales L. E. Scheer. Mexico. 
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for the newspaper Midi Libre (France) and at the Embassy 
from Mexico in Germany (Berlin). Her photographic work 
has also led her to visit Austria, Belgium, Canada, Cuba, 
Crete, Spain, the United States of America, Greece, 
Holland, Italy, Morocco, Norway, United Kingdom, 
Switzerland, French Polynesia (Tahiti), Sardinia, Japan , 
Czech Republic, Tunisia, and Mexico, the country where 
she currently reside. 

Two decades of photographic practice have accustomed 
her to breaking one of the limits imposed by nature: the 
flight of time that ceaselessly annuls who we are. 

In each of her photographic days, she entrusts her 
testimony to a more stable and more durable matter than 
memory, fixing in her images the unknown world of her 
feelings, her imagination and her dreams, aspiring to bring 
the world of the visible the invisible that is latent in our 
mind or in our heart. 
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SS Metal27 

From the Strange Surfaces/Metal series 
2009 

Berlin, Germany 




Metal and stone. Photo aesthetic motifs. 


The series of photographs Strange Surfaces, Metal and 
Stone, were taken between 2000 and 2009 in different 
places: Tahiti, Germany and Mexico. They attest to 
Amanda's curious nature and a sui generis creative process 
that begins as a hermeneutical exercise about the spaces she 
approaches to find objects and scenes with no apparent 
artistic values, recognizing her potential aesthetic 
attributes, susceptible to be dignified through the lens. 

From the exegesis the discovery emerges: metallic and 
stone surfaces attract Amanda's attention; they are 
demonstrations of the triumph of nature over human 
artifice. Natural corrosion on both materials is recorded as 
a document of the passage of time and its catalytic effect. 

The documentary object is succeeded by the artistic one 
by revealing similarities in the surface textures with the 
formal aspects of lyrical abstractions and their visual 
alphabets: color, line, movement, speed and energy. 

The fields of color that extend over the surfaces and 
emphasize movement, imitating the action of the brush, 
join the appearances of the surreal techniques of grattage 
and frottage that give consistency to the set of forms, like 
similes of pictorial processes that in the case of the Metal 
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series, they occur due to the action of ferric hydroxide as an 
agent that defines the chromatic quality in the images. 

Strange Surfaces, in her Metal and Stones series, are also 
evidence of Amanda Bouchenoire's intuitive ability to 
record moments and isolate them from their logical 
relationships with the environment, decontextualizing and 
deactivating their daily functions, thus giving them a new 
meaningful character. 

Her photographs remind us of the plastic richness of 
Clyfford Still's abstract expressionist works and the spatula 
fillings that Amanda enhances with a precise handling of 
the exhibition. 

The depth of field achieved highlights a natural color 
palette that evokes the Fauvist intensity that here contains 
a gesture in favor of the consistency of the form as a whole 
and of the process: the color is freed from the objective 
context and becomes the subject in itself, denoting 
meanings relative to the passage of time. 
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SS Metal 8 

Strange Surfaces/Metal series 
2009 

Berlin, Germany 



SS Metal 3 

Strange Surfaces/Metal series 
2009 

Berlin, Germany 



SS Metal 7 

Strange Surfaces/Metal series 
2009 

Berlin, Germany 



SS Metal 32 

Strange Surfaces/Metal series 
2009 

Berlin, Germany 










In SS Metal 2 (page 17) a structure is presented in which a 
trichromatic palette predominates with the predominance 
of reddish and cerulean ranges that stabilize the 
composition from the lower and central part, 
complemented by oxidized ocher and white in the upper 
part. 

Obviously, it is the corrosive agents that provide a 
sublimated aesthetic appearance, highlighted, of course, by 
an appropriate exposure of light and the total absence of 
noise, thereby providing a clear sharpness to the image. 


In the image titled SS Metal 27 (page 21) we can observe 
the same phenomenon of action of the environment on the 
metal surface. 

In SS Metal 27, a field of yellow color predominates in 
the center of the composition and is balanced by the brown 
stain at the bottom and spread over the rest of the surface. 
The irregular figure of dark color, in the left center of the 
composition, gives a certain character to the structure and 
helps to generate a pleasant contrast that gives tonal 
personality to each element of the palette. 
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The images SS Metal 3, 7, 8 and 32 (page 24) present 
similar structures, where an oxidizing agent attributes the 
suggestive chromatic qualities of the surfaces. 

In the same way, images Number 261, 2953, 1040205 and 
1040188 (p. 27), corresponding to the Stones series, exhibit 
tactile qualities attributed to water and wind abrasion, 
measured by the load and calcareous sedimentation of the 
stone surfaces that define the colorimetry in each 
composition. 


In each of her photographs, Amanda offers evidence of 
a technical refinement that avoids a later intervention in the 
revealed process, favoring the symbolic interpretation of 
each image: the appropriate white balance enhances the 
balance between coldness and the desired warmth in the 
colors; in addition to this, obtaining a diaphanous 
sharpness that allows to distinguish the tactile qualities of 
the surfaces is achieved thanks to precise approaches with 
which Amanda obtains depths of field that highlight the 
sensory qualities of all the elements on the surfaces in a 
uniform way. 
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Number 2953 

Strange Surfaces/Stones series 
2006 

San Luis Potosi, Mexico 


Number 261 

Strange Surfaces/Stones series 
2006 

San Luis Potosi, Mexico 


Number 1040188 

Strange Surfaces/Stones series 
2006 

San Luis Potosi, Mexico 


Number 1040205 

Strange Surfaces/ Stones series 
2006 

San Luis Potosi, Mexico 








If in the painting the pigment is spilled in a naive or 
spontaneous way by the artist, in the metallic and stone 
surfaces portrayed by Amanda the coloring occurs in a 
systematic and slow way; time is a factor that controls the 
resulting shapes: the dilation of the folds and wrinkles, the 
rough character, and the porosity magnified by exposing 
the matter to the agents of nature, come together in front of 
our gaze as an undomesticated gesture that allows pictorial 
records of high aesthetic potential. 

Physical reality, metal and stone, are part of a symbolism 
filtered through the lens that allows the imaginary to be 
captured, distinguishing it from the real: the imaginary 
infiltrates the symbolism causing a displacement of 
meanings to discover an aspect of the real that still it is not 
interpreted, an unformulated knowledge, and at the same 
time the imaginary is recovered by the symbolism to enrich 
and stabilize itself... until the next emergence of the 
imaginary. 
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BIOGRAPHY 


Originally from Montpellier, France, Amanda Bouchenoire 
has been practicing photography since the age of six as a 
way of relating to the natural and urban environments to 
which she systematically goes, which has determined her 
profession in the fields of painting and photography 
journalistic, documentary and artistic. 


She studied photography at the Center National 
D'Enseignement a Distance, in France, and painting at the 
Centro de las Artes de San Luis Potosi, SLP., Mexico. She 
has developed an intense work in the field of journalism, in 
media such as the Midi Libre (France). She also developed 
as a documentary and press photographer at the Mexican 
Embassy in Germany (Berlin). 
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She has developed her artistic work around the world, in 
places like Germany, Austria, Belgium, Canada, Cuba, 
Crete, Spain, United States of America, France, Greece, 
Holland, Italy, Morocco, Norway, United Kingdom, 
Switzerland, French Polynesia (Tahiti), Sardinia, Japan, 
Czech Republic, Tunisia, and Mexico. 

Since 2005 she has lived in the city of San Luis Potosi, 
and since then she has held 15 individual exhibitions of her 
artistic work in museums and galleries in Germany, France 
and Mexico, including: 

Gotas de agua, (50th Anniversary of the Centro de Difusion 
Cultural del Instituto Potosino de Bellas Artes. San Luis 
Potosi, SLP. Mexico, May-June, 2005); Superficies extranas: 
Piedras, (Museo Regional Potosino del Instituto National de 
Antropologia e Historia, San Luis Potosi, SLP., Mexico, 
March-May, 2006); Flores, (Centro de Difusion Cultural del 
Instituto Potosino de Bellas Artes. San Luis Potosi, SLP. 
Mexico, December 2006 - January 2007); Superficies extranas: 
Metal, (Cassan Abbey. Cassan, France, July-August, 2011); 
El cielo sobre Berlin ; (Kleisther Cafe Gallery. Berlin, 
Germany, October 2011 - March 2012); Reflet-xions, 
(Noymann Miller Gallery / Zig Zag Jazz Club. Berlin, 
Germany, February-April, 2013); Miradas, (Museo Nacional 
de la Mascara. San Luis Potosi, SLP. Mexico, February- 
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March, 2016); La hormiga kamikase. (Centro de Difusion 
Cultural del Instituto Potosino de Bellas Artes. San Luis 
Potosi, SLP. Mexico, March-April 2016); La Torre Eiffel, (The 
Alianza Francesa Artists Gallery, San Luis Potosi, SLP. 
Mexico, November-December, 2016); Charcos de luz, (Teatro 
de la Paz, San Luis Potosi, SLP., Mexico, February- April, 
2018); Nubes Nuages, (Piece of the month, in the Museo de 
Arte Contemporaneo. San Luis Potosi, SLP. Mexico, March- 
May, 2019); Estructuras destructuradas, (Museo Regional 
Potosino del Instituto National de Antropologla e Historia, 
San Luis Potosi, SLP. Mexico, March-May, 2019); Doble 
vision, (Museo de Sitio del Centro de las Artes de San Luis 
Potosi Centenario. San Luis Potosi, SLP. Mexico, March- 
October, 2020). 
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